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This work consists of a broad introduction followed by two parts that match
the chronology of events – Part I looks at the closing stages of the Second
World War and the first two years that followed (1944–1946), while Part
II deals with musical life and creative work at the height of the Stalinist
totalitarian regime (1947–1953).
The term Stalinist totalitarian regime refers here to the political and
administrative system that developed in the Soviet Union in the 1930’s
when Joseph Stalin ousted and destroyed all his opponents and became
the dictator of the totalitarian superpower. This system aimed not only to
destroy all political opposition, the traditional lifestyle of the various na-
tions of the Soviet Union and the social links between its people, but also
to extinguish any ideas of independence and statehood in Russia’s neigh-
bouring countries. This was accomplished with mass repressions and the
promotion of a pervasive system of denunciations with the aim of replacing
its repressed and manipulated peoples with an envisaged and voluntarily
developed “New Soviet man”. Together with a small clique of loyal Stalin-
ists making up the Politburo of the Communist Party’s Central Committee,
Stalin usurped complete power, doing so in the name of the Bolshevik Party
and completely subjugating the government.
The other occupied Baltic States – Estonia and Lithuania – also expe-
rienced the millstone of totalitarianism; conditions there were similar but
not completely identical. This work, therefore, draws attention to some
differences between Latvia and the other Baltic States within specific mu-
sic fields, such as the organization of the song festivals and the creation of
new operas.
The INTRODUCTION encompasses two subjects: firstly, the activities
in Russia of Latvian musicians displaced at the onset of the war between
Germany and the USSR, and secondly, the political context of musical life
during the first post-war years in reoccupied Latvia.
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LATVIAN MUSICIANS IN RUSSIA DURING THE WAR
In the summer of 1941 around 53 000 people arrived in Russia from Soviet-
occupied Latvia, either fleeing voluntarily or evacuated under compulsion.
Among them were several dozen qualified musicians and several hundred
other people involved in the arts. They lived scattered at first, under con-
siderably difficult circumstances, and sought work in music institutions
within the vast territory extending from the northern regions of Russia to
Central Asia. Gradually, however, Latvian musicians and artists came to-
gether to form small centres. The first of these was a group of musicians
and actors led by the prominent opera singer Rūdolfs Bērzin, š who began
to give concerts for the 201st Division of the Latvian Riflemen – a fairly na-
tionalistic military formation of about 10 000 people within the Red Army.
This division was initially located at a training base in an empty plain
next to the Nizhny Novgorod Highway, around 300 km east of Moscow.
Primitive community facilities were built here, including concert premises
to seat 1 500 people. In October 1941 a competition was announced for
songs glorifying the fight for Soviet ideals. The most successful was a Lat-
vian Rifleman Jānis Ozolin, š, the leader of an ensemble and a choir. Wind
instrument and light music orchestras as well as choirs were formed within
the Division and its reserve regiment; in December 1941 these were merged
to form a united amateur ensemble.
The most significant artistic activities took place in the Latvian SSR
State Arts Ensemble in the Russian city of Ivanovo, about 250 km north
of Moscow. The founding of the Ensemble was initiated by the USSR
and Latvian SSR governments with the aim of assembling the displaced
Latvian artists and using them for propaganda work in the Soviet Union
during the war and later in reoccupied Latvia. The Ensemble encompassed
artists working in various disciplines. In the field of music the most sig-
nificant was the choir which, after repeated reorganisations, went on to
become the professional choir that in the 21st century is known as the
State Choir Latvija. Vocal soloist groups were also prominent, particularly
a group led by the well-known outstanding pianist and répétiteur Herma-
nis Brauns. This group became particularly well known for its soloists,
coloratura soprano Elfr̄ıda Pakule and bass Aleksandrs Daškovs. Their
concert appearances were also admired in Moscow and during the war
they had several leading opera roles in performances staged by affiliates of
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the Bolshoi Theatre in Moscow. Elfr̄ıda Pakule was for many years also
popular with the audiences in Moscow for her solo concerts.
The Ensemble’s finances were based on a state budget subsidy and com-
mercial concerts in many places in the Soviet Union. Between 18 and 25
April 1943 the Latvian Arts Exhibition was organised in Moscow in which
all the various arts were represented. Amongst other exhibition events the
opera Rūta, specially composed for this event by Nilss Gr̄ınfelds, saw its
first performance. The poets Fricis Rokpelnis and Jūlijs Vanags had writ-
ten a libretto that depicted in a primitive way an episode of the resistance
movement in Nazi-occupied Latvia. The composer Nilss Gr̄ınfelds, brought
up in the Soviet Union in the family of a Latvian painter and an architect,
and a graduate of the Moscow Conservatory, had already tried his hand
at writing in the opera genre before composing Rūta. After the war he
became the most erudite intellectual and ideologist in the musical life of
Latvia and made an important contribution to music education. After the
reoccupation of Latvia the opera Rūta was also performed in R̄ıga; it did
not, however, gain recognition because of its simplistic scenario.
Towards the end of the war the displaced Latvian musicians formed pro-
fessional contacts with the Moscow Conservatory and participated in many
radio broadcasts in the USSR. Estonian and Lithuanian displaced artists
established similar arts ensembles. The Estonian ensemble, moreover, was
several times larger and included notable composers who created lasting
orchestral and musical theatre works. The members of the Latvian State
Arts Ensemble returned to Latvia, following closely behind the Red Army,
and many of them later held leading posts in the arts institutions of reoc-
cupied Latvia.
THE POLITICAL AND SOCIAL CONTEXT IN
REOCCUPIED LATVIA
The seizure of Latvia’s territory from the Nazi regime during the last stages
of the war resulted in the Soviet Union’s second occupation of Latvia. So-
viet political and economic power structures were already being prepared
in Russia in 1942 and, beginning with the summer of 1944, these were im-
ported to Latvia. By the end of the war the number of political activists
and officials sent to Latvia had already exceeded four thousand and almost
a third of these were members of the Soviet secret police. The educational
level and moral standards of the imported administrators were generally
low, the majority did not speak Latvian and the unwarranted use of power
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flourished. Soon not only those displaced during the war but also Latvians
brought up and traditionally living in the Soviet Union began to return to
Latvia. Even more numerous, however, were people arriving from various
parts of the USSR and unceremoniously settling in Latvia, as no permits
to do so were required. Most of the administrators responsible for the
arts were recruited from these immigrants. Furthermore, with the onset
of post-war demobilization, around 100 000 military personnel with their
families remained in Latvia. All this newly-arrived privileged section of the
population was housed mostly in R̄ıga, in the apartments of those killed in
the Nazi regime’s Holocaust or those who had fled as refugees to the West.
The demographic picture changed very rapidly. During the last stages of
the war 57 470 inhabitants of Latvia were conscripted into the USSR armed
forces, the majority perishing in battles on the various fronts. The number
of those subjected to politically motivated repressions was substantial: in
just the first year of Soviet rule in 1944/1945 around 40 thousand were ar-
rested and mostly sentenced. In 1945 Latvia’s population had fallen below
one and a half million.
Latvia’s puppet government, already set up during the 1940 occupation
and supplemented in Russia, was also brought in from the USSR, as were
the top Communist Party officials (there were only 408 people in the Lat-
vian Communist Party when Latvia was reoccupied). Nevertheless the
Kremlin did not trust the Latvian SSR government which it had formed
and approved. To control processes in Latvia, a special structure was
formed from the Kremlin’s emissaries, the so-called (CPSU Central Com-
mittee’s) Latvian Bureau, whose decisions were obligatory for the local
authorities. In order to strengthen their position, reoccupied Latvia’s lead-
ing authorities endeavoured from the very beginning to obtain the loyalty
and cooperation of the intelligentsia with the professed goal of accelerat-
ing Latvia’s development. The most farsighted of the intelligentsia, whilst
displaying apparent or genuine loyalty, nevertheless worked towards the
preservation of the Latvian nation. Development was hampered by ethnic
tension, the extreme centralization of power, the dictates of Moscow and
the dogmatism of the arts administration. Until mid-1946 the problems of
the social, political and economic situation were aggravated by the unre-
voked martial law, the abuse of power by the military and the imported
government authorities, and particularly by the repressions, which became
the most important instrument for controlling and influencing the commu-
nity. After its second occupation, Latvia was destined to be transformed
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into a part of the USSR or a so-called confederate republic. Until mid-
1946 this process had not as yet gathered speed because of the somewhat
unstable foreign and domestic situation. The establishment of a colonial
administration had nevertheless taken place.
Historian Erwin Oberländer, Honorary Doctor of the Johannes Guten-
berg University in Germany, in his evaluation of the actions of the totali-
tarian power in the Baltic States has concluded rather sharply:
. . .Soviet actions in the Baltic States must be classified as ‘a crime
against mankind’, because these activities included murder, torture,
imprisonment, deportations, the forced disappearance of people, as
well as the persecution of political and religious groups. These crimes
were officially described as combat against so-called class enemies.
But it was certainly not a coincidence that in most cases these ‘class
enemies’ were people from Estonia’s, Latvia’s and Lithuania’s lead-
ing echelons, the annihilation of which meant not only the modifica-
tion of the social structure but primarily that the national elements
of all three nations were seriously weakened. For the Baltic States
Sovietization in the years 1939 to 1941 and 1944 to 1953 meant a
combination of complex, systematic political, economic, social and
terroristic measures that allowed Soviet institutions to exert total
control over the civil society in a short time.
PART I
MUSICAL LIFE AT THE END OF THE WAR AND ITS
POST-WAR RENEWAL, 1944–1946
The Red Army recaptured R̄ıga from the Nazi Germans on 14 October
1944 but the war in Kurzeme, the Western part of Latvia, continued until
the German surrender on 8 May 1945 and martial law in Latvia was re-
voked only on 14 July 1946. During this time, under conditions of food and
resources shortages, a certain transition period was maintained in Latvia:
the private sector was allowed to continue operating not only on the farms
but also in the trade and service industries. In order to involve the intelli-
gentsia in their work, in the situation when around one third of the people
working in the arts had left Latvia during the war, the authorities tolerated
a certain amount of liberalism in the intellectual sphere too, compared to
the other USSR republics. In the autumn of 1946 a new and more radical
wave of economic and cultural Sovietization began.
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The RENEWAL OF THE CONSERVATORY began a few days after
the end of warfare in R̄ıga. The building had been used as the Wehrmacht’s
hospital and the infrastructure needed to be renewed. As a result of the
Holocaust and emigration, the teaching staff had been reduced to a third
and 67 students had perished. In order to raise national prestige, a promi-
nent Latvian composer Alfrēds Kalnin, š was appointed Rector. This el-
derly man’s post was, however, largely nominal because several Communist
Party activists worked alongside him in the top administration. As a result,
the members of the teaching staff were also divided in some respects. The
majority tried to continue the pre-war traditions of teaching and social life
but a handful of Soviet activists attempted to bring in the system existing
in the other USSR Conservatories. Some indirect resistance was expressed
in the continued adherence to the former teaching programme, ignoring
or revising the one sent from Moscow. Nevertheless, within one year the
former study departments of the Conservatory (now officially named the
Latvian SSR State Conservatory) had resumed work and the teaching staff
had doubled. In the summer of 1945 new departments were formed for
musicology and orchestral conducting. Thus the basis for institutionalized
musicology studies had been established – a process that had been delayed
in Latvia – though it was unfortunate that musicology was not incorporated
into the university system but developed in the Conservatory. Also during
the summer of 1945 the academic degrees awarded to the staff before oc-
cupation were renewed, and in the spring of 1946 Latvia was incorporated
into the degree awarding system existing in the USSR. Conservatory staff
and student concerts were resumed in December 1947 and these became
an important part of musical life in R̄ıga. The Conservatory had its sym-
phony orchestra, chamber ensembles and opera studio. A new so-called
Marxism and Leninism Department was opened to foster the politicizing
of music, and various forms of political education lessons became obligatory
for teachers and students.
EDUCATION IN MUSIC SCHOOLS. Soviet ideology considered the
arts, including music, to be an instrument of political communication and
a means of effecting rapid and radical re-education, and so a good deal
of attention was devoted to musicians and particularly to their training.
A three-step professional music education, combined with a general edu-
cation, served this purpose – a children’s music school, then a secondary
level music school and finally a conservatory. Immediately after the war
several secondary level music schools were established, a few private mu-
Summary: Music in Latvia during the Post-War Decade 397
sic schools continued to operate and a so-called Talented Children’s Music
High School attached to the Conservatory was progressively created, follow-
ing the practice prevailing in the larger cities of the USSR. This school was
later named the Emı̄ls Dārzin, š Music School after the well-known Latvian
composer and for many decades played an important role in the early train-
ing of professional musicians. Many of Latvia’s world-famous violinists and
pianists started their education there. After the war there were also seven
secondary level music schools operating in other towns, largely accommo-
dated in the same premises as the children’s music schools attached to
them.
THE LATVIAN RADIO RESTARTS OPERATIONS FROM
SCRATCH. As radio was the most important propaganda institution at
the time, already in 1943 the training of its personnel was done in Moscow.
The new Sovietized Latvian Radio (named the Radio Development and
Radio Broadcasting Committee) began broadcasts in the Eastern part of
Latvia immediately after its retake from the Germans and later in R̄ıga in
the autumn of 1944, at a time when Ostland Radio, established in R̄ıga
during the war, was still broadcasting in Kurzeme and doing so until May
1945.
The retreating German army had demolished the radio premises and de-
stroyed or removed its equipment and part of the sound recording library;
the library too had been destroyed during the warfare. Premises for broad-
casting were found in the former Jewish Theatre in R̄ıga, though only its
public hall and stage were made available to the Radio. This situation
continued until 1946 when the Radio’s operating units gradually began
moving to a reconstructed bank building. When the reconstruction work
was finished in 1949, the Radio received equipment constructed by Latvian
engineers, a 214m2 studio for symphony orchestra, as well as other studios
and working areas that still function in the 21st century.
The possibility of live broadcasts of concerts and other performances
only appeared in mid-1945, concert recordings – at the end of 1948. There-
fore almost every programme had to be transmitted from a broadcasting
studio. Nevertheless daily music broadcasts lasting almost an hour com-
menced as early as October 1944, while studio broadcasts of performances
by the Radio Symphony Orchestra began at the beginning of November.
Composer Jānis Ivanovs, who had already had a long experience in radio
work, had taken on the initial post-war organization and conducting of the
orchestra. He soon became the Radio’s Artistic Director and held this post
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for many years. His views and attitude were important in upholding the
artistic level of the Radio repertoire and also in opposing the poor taste of
some of the sound recordings sent from Moscow.
In 1945 the Radio Orchestra began to take part in the symphony concert
seasons, eventually becoming the main participant. After a number of lead-
ership changes, in 1949 Leon̄ıds Vı̄gners became its Principal Conductor.
In the post-war years, in spite of the unfavourable working conditions, the
Radio Orchestra performed the important task of popularizing orchestral
music, particularly works by Latvian composers.
From the first few months after the Radio’s renewal, three pianists and
répétiteurs – Hermanis Brauns, Vilma C̄ırule and the “performing
composer” Jānis K, ep̄ıtis – played important roles in the performance of
its tasks. They ensured daily broadcasts, working together with four solo
singers on the staff and various invited musicians, and often performed as
concert pianists. From mid-1945 several chamber ensembles were employed.
The most outstanding instrumentalists giving radio concert performances
were the violinist Karl Brückner, a musician of Swedish origin with ex-
tensive experience in Western Europe, the young Latvian violinist Lida
Rubene and cellists Ēvalds Berzinskis and Ernests Bertovskis.
The repertoire of music broadcasts was restricted by ideological dictate.
It was forbidden to broadcast music created or recorded by people who
had emigrated from the USSR, had been repressed by Soviet authorities
or had fled as war refugees. In general Latvian folk and professional music
was preferred and was often broadcast but there were many prohibitions
for music with text that had been created before the war. The choice
of instrumental music was confined to works permitted in the USSR as
a whole – 19th century European romantic and classical style composers,
19th century Russian music and the so-called Soviet composers. There were
almost no broadcasts of early music and the new music of the 20th century
also remained inaccessible.
An important factor in the promotion of Latvian music was the renewal
in March 1945 of the Latvian Radio Choir with 48 singers. After a period
of stabilization, in the autumn of 1945 Teodors Kalnin, š, the most promi-
nent and experienced of Latvian choral conductors, became its Principal
Conductor. Alongside the obligatory Soviet propaganda songs, he centred
the repertoire on Latvian folk songs and choral classics. His work in honing
choral sound left a lasting impact on Latvian choirs, later paving the way
for their successful international performances.
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RENEWAL OF THE OPERA. The Opera House in the centre of R̄ıga,
although damaged by warfare, had been saved from demolition by its own
staff. However, 40% of its personnel had been evacuated to Germany and
thus Leon̄ıds Vı̄gners, who had been appointed Principal Conductor, was
obliged to recruit many beginners and hurriedly engage them in the work
of the Opera. The new 1944/45 season of the Opera, now named the Lat-
vian SSR State Opera and Ballet House, was opened with a concert on 23
November 1944 and a ballet performance three days later. Arv̄ıds Jansons
became the Opera’s Associate Conductor and also conducted orchestral
concerts. In 1946 he gained second place in the USSR-wide competition
for conductors and that cleared the way for guest concert performances
in the Soviet Union. Leon̄ıds Vı̄gners was even more intensively engaged
in conducting orchestral concerts not only in R̄ıga but also in the larger
musical centres of the Soviet Union. At the same time at the Opera he pro-
duced and conducted twelve opera revivals or new productions in two years.
During the Opera’s 1944/45 and 1945/46 seasons altogether 20 opera and
ballet productions were staged and performed.
In spite of the difficult post-war conditions, these years are remembered
in the history of the Opera as a time of great creative enthusiasm and artis-
tic elevation. This stemmed from the artists’ hopes that, with the horrors
of war left behind them, life could be renewed and former traditions contin-
ued. The Opera enjoyed the public’s recognition which was not quenched
by the generally unduly ideological production: not only were any social
antagonisms that could be found in the opera scenarios magnified but – in
the name of so-called socialist realism – the production was also overloaded
with details portraying everyday life.
The most successful Opera soloists were Anna Ludin, a and Aleksandrs
Vil,umanis, who had inherited the traditions and experience of the pre-war
period, as well as Elfr̄ıda Pakule, Vera Krampe, Aleksandrs Daškovs and
Leon̄ıds Zahadn, iks, who had spent the war years in the Soviet Union and
were therefore favoured by the authorities. Milda Brehmane-Štengele, the
leading dramatic soprano of the previous decades, was also highly rated. In
1945, however, she had to endure suspension from the Opera for half a year
– she was accused of so-called anti-Soviet propaganda and tried but, as a
result of protection from high officials, the sentence was not carried out.
Nevertheless a handful of immigrant and local Communist Party members
in the Opera, who were backed by the official and repressive authorities,
under the pretext of combatting so-called bourgeois nationalism continued
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to persecute Brehmane-Štengele and other artists seeking to uphold the
former artistic traditions.
THE OPERA IN LIEPĀJA. Because of its ruined infrastructure and
scattered personnel, performances of the Drama, Opera and Ballet Theatre
in Liepāja could only be resumed in August 1945. The orchestra’s former
cello group répétiteur and accompanist Kārlis Bunka worked successfully as
Principal Conductor. During two incomplete seasons the Theatre produced
three operas and four operettas, also presenting orchestral concerts and
other recitals.
THE MUSIC ADMINISTRATION SYSTEM. The centralized man-
agement and control of the arts was ensured by the Arts Board, directly
controlled by the Latvian SSR Cabinet and in effect performing the func-
tions of a ministry. The Board’s greatest impact on music was felt through
the work of its Educational Institutions Department, its Music Department
and also its Repertoire and Performances Control Department, whose po-
litical editors were responsible for censorship. The operational scope of the
Arts Board embraced every sphere of music, both professional and ama-
teur – the management of orchestras and musical theatres, the exertion of
ideological influence on repertoire, the organization of music competitions
and festivals, visual arts exhibitions, music education institutions and the
State Philharmonic Society. In the country regions and towns the work
of the Arts Board was accomplished by Arts Departments attached to the
corresponding local authorities.
Important for the direction and control of the arts were not only pro-
fessional institutions but also club type establishments – arts institutes,
community centres and clubs. These were maintained by union funds but
were nevertheless controlled by the Arts Board within their network of
arts education institutions. In practice, arts activities were influenced by
decisions made by various structures within the Communist Party and of
course choral conductors and directors of other amateur arts organizations
were also under their jurisdiction.
With the reoccupation of Latvia, the Arts Board and its network of arts
institutions began the rapid introduction and stimulation of amateurism
in the arts. A special structure was created for this purpose – the People’s
Arts Institute.
ESTABLISHMENT OF AMATEUR ARTS ACTIVITIES. The
Soviet regime tried by various means to increase amateurism in the arts and,
imitating the Russian term, amateur arts were designated as pašdarb̄ıba
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[self-created activity]. Considerable funds were allocated for their extensive
development, though less at the individual level, more for the masses. Mass
arts amateurism was the way in which the new political regime tried to
establish its ideology in the minds of the people, unite everyone round it and
at the same time socially control also those, who were not directly involved
in state structures – those in the army, state companies and educational
institutions.
Even though participation in amateur activities was often fostered by the
so-called enforced volunteerism principle, nevertheless there was consider-
able support for the opportunity to come together in choirs, dance groups,
theatre companies etc. The reason for this was the feeling of relief and new
hope that had surfaced in the concluding stages of the war. Furthermore,
in conditions of increasingly intensive Russification, people felt it was im-
portant to find a place in a choir, dance or theatre group that guaranteed
a Latvian language environment and embraced values that were different
from their politically inflamed everyday life.
Every company and institution was required to organize amateur groups,
though formalism and propaganda often flourished in these. There were,
however, amateur centres that aimed higher. In the union system the Cen-
tral Workers’ Club in R̄ıga was one of these. An extensive network of
drama, orchestral, choral, soloist and ballet clubs and workshops operated
in the Club’s premises in the Lesser Guild building. Practical support for
the amateur groups was provided by the Peoples’ Arts Institute: copying
music for choirs and orchestras, organizing educational courses and giving
consultations. It was also very much involved in the organization of am-
ateur festivals and competitions, which became the main instruments of
centralization. Every year there were several choir competitions organized
in at least three levels with choirs selected according to their quality.
The so-called amateur Olympics became the most important choral pre-
sentation and choir competition in the summer of 1945. The event was in
fact a national song festival, similar to those that had been organized dur-
ing Latvia’s independence. Officially, however, this name was not used yet
in order to avoid mentioning the “bourgeois” past. Nevertheless, in a letter
to the USSR government authorities requesting that extra food supplies be
granted to the participants, the leader of the Latvian SSR government Vilis
Lācis clearly says that a song festival is being organized. And it really was
essentially a Latvian national song festival – for the closing ceremony in
R̄ıga, choirs totalling around 3 000 singers were selected from around 20 000
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potential participants, an open-air stage for the choirs was constructed in
the Esplanade (called Communard Square at the time), a parade of partic-
ipants took place in the centre of R̄ıga, there were choir competitions with
awards for the winners and so on. In line with the relative liberalism of
the time, the programme included only a few so-called Soviet songs, the
rest being Latvian choral classics. Such liberalism was not repeated in the
choral festivals that followed. Needless to say, all the concerts were accom-
panied by loud political propaganda with speeches by high officials, loud
slogans and a display of portraits of the USSR leaders. These first choir
presentations and competitions seemed to be striking a balance between
ideological propaganda and the exploitation of the national arts tradition
in the interests of the new regime. In the following years the propaganda
aspect became increasingly more dominant. The artistic level of the ama-
teur choirs and their conductors was, however, still rather mediocre, apart
from around ten choirs based in R̄ıga and the other larger towns.
FORMATION OF THE OPERETTA THEATRE. This theatre
evolved from the Latvian theatre company Tautas teātris [The People’s
Theatre] founded in 1941 and containing an active operetta troupe oper-
ating during the war. With the liquidation of the theatre itself after the
war, part of this operetta troupe was for a while attached to the unions’
newly founded Workers’ Theatre and here two operettas were produced and
widely performed in 1945. When a year later this theatre was also closed,
the Latvian SSR State Musical Comedy Theatre was formed in January
1946. In practice it was known as the Operetta even though it acquired
that name only in 1964. The few operettas that this theatre produced
during 1946 were presented in various hired halls because it was only in
1952 that the theatre gained its own premises.
MUSIC FOR SOCIAL LIFE AND LIGHT ENTERTAINMENT.
During the final stages of the war and the first post-war year jazz ensembles
and orchestras mushroomed all over the Soviet Union because the influence
of the USA had manifested itself not only in the supplies it had provided
for the Red Army but also in everyday music. In September 1945 the Lat-
vian SSR State Jazz Orchestra was founded within the Latvian SSR State
Philharmonic Society but the further development of jazz was interrupted
by the campaign against so-called cosmopolitism begun in the autumn of
1946.
Jazz style dance music blossomed and continued its existence in many
clubs and arts institutes, partly in underground conditions. Because of
Summary: Music in Latvia during the Post-War Decade 403
ideological pressure, however, most of the ensembles were forced to change
their style, adapting it to the old-fashioned schlager style or converting
to salon orchestras like those of the pre-war period. These were very well
suited for the conversion of Soviet songs into dance rhythms and this was
widely practiced. As a result they resembled the popular or variety genre of
music, the so-called estrādes [amphitheatre] music that Soviet ideologists
regarded as the most desirable entertainment genre. This genre was a con-
glomerate of theatrical performances – a variety show that could include
music, dance, singing, recitations, sketches and short plays, gymnastics
and acrobatics. For the ideologists these variety concerts seemed the most
desirable form of musical entertainment because this partially musical per-
formance presented opportunities for the spoken word or, more precisely,
verbal propaganda and agitation.
Such variety concerts had never been part of Latvian culture and there
was no demand or training for them in Latvia. Therefore most of the Phil-
harmonic Society’s variety concerts were cluttered with low-class immigrant
comedians, acrobats, gypsy romance singers and other variety artists.
All in all, we must deduce that in the first post-war years, apart from
folk songs, Latvian society had almost no songs of its own that could be
sung in social life. The pre-war songs, which had been commonly sung
in Latvian social life and popularized by records, as well as student songs
were forbidden and could be sung only secretly in social life.
THE PHILHARMONIC SOCIETY. CONCERTS. MUSICIANS.
The Latvian SSR State Philharmonic Society, compared to other music in-
stitutions, operated chaotically and with little success during its first years.
Compliance with the example of the USSR Philharmonic Society imposed
the ideological requirement that it should be a vast conglomerate providing
a universal supply of music and propaganda, serving everyone and in every
way. This unmanageably vast array of music forms and genres made its
apparatus too branched and unwieldy, provoking chance occurrences and
carelessness. This resulted in frequent changes of management and poorly
structured operations. Numerous small groups of musicians, operating in
diverse directions and with a great variety of names, burgeoned within the
Philharmonic Society. These were not appropriately managed, often saw
changes and were short-lived.
Among the most stable structures was the Philharmonic Choir, formed
from the State Arts Ensemble Choir of Ivanovo, as well as the Latvian
Folk Song and Dance Ensemble that was being organized. Soloists were
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managed by a Concert and Popular Music Bureau which had to organize
both academic chamber recitals and also popular music concerts. So-called
soloist brigades worked selflessly, giving concerts in all the country regions
of Latvia. They took place in harsh living conditions, nevertheless encour-
aging the calamity-stricken country folk not to forget alternative values.
Prominent soloists, such as Al̄ıda Vāne and Tālis Mat̄ıss, also worked in
these brigades.
In February 1945 the Philharmonic Society took over the organization
of symphonic concerts given by the Radio Orchestra, which, similar to the
Opera Orchestra, had commenced doing so independently in 1944. It was
only in 1946, however, that symphonic concerts were regularly organized
and initially orchestral performances at summer concerts were rare. From
the 1945/46 season USSR high class virtuosos and conductors began to
give guest concerts in R̄ıga and their performances were also organized by
the Philharmonic Society. The Society did not, however, have the oppor-
tunity of selecting guest artists – that was dictated by the USSR Guest
Performances Bureau.
The Philharmonic Society was very active in organizing concerts during
R̄ıga’s first two post-war years and, within the allowed repertoire, the choice
of music proffered was relatively broad. The concert critiques allow us to
conclude that performance quality could not, however, keep pace with this
quantity. This was because the number of musicians was too small and the
most proficient worked in several arts institutions at the same time and
were overworked. Furthermore, some of them often went on guest concert
tours to other USSR republics, particularly conductors Leon̄ıds Vı̄gners
and Arv̄ıds Jansons, singers Elfr̄ıda Pakule and Aleksandrs Daškovs, and
pianist Hermanis Brauns.
ORGANIZATION OF THE COMPOSER’S UNION. The Soviet
regime had already liquidated Latvia’s main pre-war composer’s organiza-
tion during its first occupation of Latvia in 1940, but the founding of the
Composer’s Union modelled on the USSR example had stopped halfway.
After the second Soviet occupation the Union’s organization was also not
easily accomplished because of a shortage of composers willing to take on
the role of founding an organization dictated by the Communist Party.
With the efforts of Nilss Gr̄ınfelds it was accomplished at the end of 1944
and, with the Latvian SSR government’s decree, the Union was founded on
11 December. The decree also appointed the members of the Board: Nilss
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Gr̄ınfelds became First Secretary while Emilis Melngailis took the post of
Chairman, only nominally functioning in this position.
Formally, the Composer’s Union of the Latvian SSR was an autonomous
organization but in reality it was strictly controlled and directed by the
Communist Party of Latvia and the Composer’s Union of the USSR. This
was because its most important task was to guide the creation of music
so that it emotionally expressed the views of the Communist Party and
served as an instrument of political communication. To accomplish this
task, the composers themselves had to be transformed and therefore the
statues defined one of the Union’s first responsibilities as being the polit-
ical education of its members. Amongst its other responsibilities was the
organizational and financial support of creative work. Its budget consisted
of government subsidies, though the Composer’s Union’s own financial in-
stitution came into existence in the spring of 1945. This was the so-called
Music Fund, or rather the Latvian branch of the USSR Music Fund, whose
funds were secured from 2% deductions from the proceeds of performances
or publications of music of all periods and styles. The responsibility of this
Fund was to ensure appropriate creative and living conditions for its mem-
bers, even settling their medical expenses. During its first year the Music
Fund in Latvia was unfortunately led by an Uzbekistan businessman, who
took the liberty of appropriating funds and causing financial losses.
The Composer’s Union worked mainly through so-called creative work
meetings in which the latest works were discussed and a decision was made
by the chairman of the meeting or the Communist Party’s leading offi-
cials as to whether the work was suitable for publication. Without this
positive evaluation no composition could be circulated or performed. Of-
ten competitions were organized for ideologically desirable musical works.
This became a form of wastefully financing composers, while at the same
time promoting the musical expression of ideas favoured by the Communist
Party.
The most important event of the Union’s first year of operation was
the Board’s General Meeting held in the summer of 1946. This was or-
ganized as an inventory of Latvian music accumulated at that time and
an overall representation of Latvia’s musical culture – with elite musicians
representing 13 different USSR republics invited as guests. Two Latvian
opera productions were presented, three orchestral concerts and six con-
certs of chamber and choral music organized, representing both national
music classics, including the opera Ban, uta, as well as a selection of con-
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temporary music. Two days of discussions, in which the most influential
evaluator of the presented music was composer Aram Khachaturian, at
that time the leader of the Composer’s Union of the USSR, resulted in
the formulation of a clear verdict – the works of the younger generation of
composers do not for the most part attain the artistic level represented by
the so-called national classic composers. Except for Jānis Ivanovs’ Fifth
Symphony, which was considered to be an impressive example of musical
innovation, and Mar ‘gers Zarin, š’ original suite Griek,u vāzes [Greek Vases],
contemporary Latvian music was criticized for its narrow-mindedness, its
passive adherence to traditions and particularly for its musical language
lagging behind the innovative ideas of the 20th century.
Of course, it was also rebuked for its inadequate adoption of Soviet
themes in music. This last rebuke was particularly singled out by the
Communist Party’s ideologists in Latvia and the Composer’s Union was
increasingly pressurized, leading to a more forceful requirement for Soviet
realism and for the incorporation of the Communist Party’s ideas in music.
This pressure escalated in the summer of 1946 after the Central Commit-
tee of the All-Union Communist Party passed a resolution on the journals
Zvezda [Star] and Leningrad, which put an end to the relative liberalism of
the first post-war years.
COMPOSERS. The membership of the Composer’s Union increased
to around forty in the first post-war years and about one third of these
were composers that were well-regarded in the community. The old mas-
ters Emilis Melngailis, Jānis Medin, š and Alfrēds Kalnin, š continued
writing and created their mature works. Most of the distinguished com-
posers of this period belonged to the so-called middle-aged group. Jēkabs
Medin, š, Mar ‘geris Zarin, š and Arv̄ıds Žilinskis became well known
during this period mainly for their songs. Of the composers that had al-
ready expressed themselves in symphonic and chamber music before the
war, Pēteris Barisons and Jānis K, ep̄ıtis continued working and devel-
oping in these genres, as did the outstanding composer Jānis Ivanovs,
whose Fifth Symphony became the most significant innovative work of the
period. In his Second Piano Sonata Valent̄ıns Utkins also uses musical
language that is substantially innovative. The most important work writ-
ten by Nilss Gr̄ınfelds was the cantata Karā kauta dvēsel̄ıte [Killed in
the War], written in 1945 and intended as a requiem for the victims of
the Second World War. Lūcija Garūta’s attempt to resume her creative
work with solo songs met with sharp ideologically motivated criticism and
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for a while she fell silent. Anatols Liepin, š, a Latvian from Russia who
took part in the musical life of displaced people during the war and also be-
came the author of the Latvian SSR national anthem, later lived in Latvia
until 1950. During the first post-war years he composed the ballet Laima
(libretto by Mirdza K, empe) and film music, as well as a symphony that
did not, however, gain recognition. In 1946 Ādolfs Skulte began work
on the ballet Br̄ıv̄ıbas sakta [Brooch of Freedom] that later became widely
known.
MUSICAL STYLE. At the end of the war Latvian music was largely con-
servative in style, dominated by national Romanticism in the broad sense
of the term. The requirement to comply with the vague aesthetic concepts
of socialist realism puzzled rather than stimulated composers and the ma-
jority considered it safer to remain with the classical Romantic principles of
expression instilled by Jāzeps Vı̄tols. Therefore during these years not only
the creative work of the old masters lacked noticeable stylistic development
but it was also not apparent in the works of many others.
It was different with composers, whose creative work in the previous
years had begun to move away from the national Romantic style, to a
certain extent echoing the observed increasingly socio-critical view of the
world in pre-war Western music and the alarm felt on the eve of the war
(for example, in the oratorios of Arthur Honegger). One such composer was
Jānis Ivanovs with his Fourth Symphony Atlant̄ıda [Atlantis], symbolizing
mankind’s catastrophe and revealing an inclination towards Expressionism,
and his Fifth Symphony, influenced by his experiences of the war. In the
post-war years a withdrawal from folk-style national Romanticism could
be observed in the music of all the Eastern European states.
To many people the appearance of Ivanov’s Fifth Symphony seemed an
unnecessary stylistic leap compared to the delicately lyrical and impres-
sionistic nature of his earlier symphonic poems. In such cases they had not
perceived that, ever since Ivanov’s first pre-war symphonies, the creator
of future symphonic dramas could be felt lying dormant in their author.
Ivanov’s Second String Quartet was also influenced by the impact of the
war. Both works essentially revealed a new stylistic paradigm in Latvian
music. The aggressiveness of evil regimes, the unprecedented human capac-
ity for concentrated action, the hitherto unfelt mental stress when faced
with senseless annihilation and the highest concentration of willpower –
these notions brought about a completely new understanding of the ex-
pressiveness of melody, rhythm, form and other music parameters. This
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led to the development of a new style that expressed the individual’s fun-
damental distaste for life’s reality. This new music paradigm developed by
Ivanov later created for him and several other Latvian composers many
uncomfortable situations in relations with the regime.
CRITICISM, THE MUSIC PRESS, MUSICOLOGY.Music critics
were not only required to comply with Soviet ideology but also to be its
propagandists. Instead of the reality of life, the ideology insisted on its
myth, which was not allowed to be criticised. Thus criticism found itself in
unremitting conflict between realistic perception and the mythical reality
demanded by the ideology. There were various ways in which critics dealt
with this contradiction or pretended not to see it.
After a few attempts, Jēkabs Graubin, š, the prominent critic of the
pre-war years, completely gave up writing critiques. Jēkabs Vı̄tolin, š had
accrued a good deal of authority as a knowledgeable musicologist in a wide
range of subjects and this allowed him to retain a certain amount of inde-
pendence in his opinions. If it was forbidden to criticize some phenomenon,
he pointed to an unattained ideal instead, which aroused critical reflection
in the reader anyway.
Valerijs Zosts concentrated on the most important musical features
in his reviews, avoiding a broader context that would lead to ideology.
Therefore his critiques were very matter-of-fact, but disliked by the officials
of the ideological regime.
Pjotr (Pēteris) Pečerskis was known primarily as an attractive mu-
sic lecturer and published most of his critiques in the Russian press. Lija
Krasinska devoted herself mainly to teaching students, involved herself in
criticism only gradually and almost completely avoided ideological issues.
Nilss Gr̄ınfelds, being the most knowledgeable authority on cultural is-
sues, had taken on the role of ideological leader in the appraisal of music.
Interpretations of ideology predominated in his critiques, nevertheless his
reviews seemed to incorporate two points of view – one revealed a com-
petent music specialist and critic, while the other indicated a dogmatic
adherence to the regime’s opportunistic ideology. It was almost as if he
were two people in one, something that was not uncommon among the
USSR intelligentsia. Thus the totalitarian regime was capable of forcing
part of the individual to submit to its authority and oppose the individual’s
own values in the name of an idea, making the other part live a hidden life.
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Overall, a fairly large amount was written about music – not only cri-
tiques but also articles portraying Latvian musicians and those of other
nationalities, as well as reviews of individual works.
The establishment of the Department of History and Theory within the
Latvian Conservatory in June 1945 can be regarded as the beginning of
institutionalized music research in Latvia. Almost concurrent was the for-
mation of the Music Research and Criticism Section of the Composer’s
Union. In the first post-war years, however, these two structures confined
themselves to ascertaining the situation in the research field and Sovietiz-
ing musical thinking, with several so-called research sessions organized for
this purpose.
FOLKLORISM IN MUSIC, FOLKLORIC RESEARCH. During
the first post-war years the collection of folkloric material and staged per-
formances of folklore were encouraged. This was based on the presumption
that the Second World War had been a battle of the Soviet peoples or the
“nationals” against the anti-national Fascist regime, as well as the view
that folklore was the working people’s art. As such it was to be promoted
in every possible way so that national professional music could be created.
There was, of course, a requirement to put so-called socialist content into
this national form. This in fact destroyed the folklore groups that wished
to preserve and develop the folkloric heritage in the way it had originally
existed in the community. When these groups were forced to inject con-
temporary content, however, they became ordinary amateur ensembles and
their existence became meaningless.
The prevailing view in the Soviet Union was that the real way to popular-
ize the folkloric heritage was to subject it to the principles of professional
music and decorative embellishment. This view also became established in
Latvia’s folkloric amateur ensembles and, of course, in professional perfor-
mances of folklore. In February 1945 a professional Latvian dance ensemble
was founded within the Philharmonic Society. During the years that fol-
lowed this ensemble saw many changes, nevertheless surviving right up to
the 21st century.
Every type and genre of Latvia’s folklore had been collected and was
studied in the Latvian Folklore Archives. This mass of material had sur-
vived the war and both occupations. In the spring of 1945 the material was
placed under the jurisdiction of the Latvian State University’s Faculty of
Philology, while in June 1945 the Institute of Folklore was founded to take
over from the Folklore Archives. With the formation of the Latvian SSR
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Academy of Sciences (founded in February 1946), the Institute of Folklore
(from 1950 named the Institute of Ethnography and Folklore) was incorpo-
rated into the Academy. Over 2½ million folklore units were located here,
including more than 900 000 folk songs and close to 30 000 folk melodies.
During the first post-war years the most active folklore researcher was
Jēkabs Graubin, š.
MUSIC PUBLISHING. OTHER AUXILLIARY SERVICES. Pub-
lishing was strictly centralized and was in the hands of a state company
which was eventually named the Latvian State Publishing House in 1946.
It incorporated a Sheet Music and Music Literature Editorial Office which
only prepared a few dozen publications in the first two post-war years.
Therefore, to fulfil the requirements of choirs, about the same number of
songs was also printed by newspapers.
There was a State Central Sheet Music Library in R̄ıga that, following
the previous tradition, was still located in the premises of the Conservatory
until the spring of 1945 when it acquired a permanent address. Later it was
merged with the State Library of the Latvian SSR and became its Music
Section.
The originally private company Bellaccord Electro, nationalized during
the occupation of 1940, was used for the production of gramophone records.
Its exotic name was retained until 1949 by the new R̄ıga Gramophone
Record Factory Bellaccord Electro, which was not a Latvian SSR but a
USSR controlled company. At the beginning it produced gramophone
records (around 40 000 a month) only from earlier recordings or from those
recorded elsewhere and sent to R̄ıga. In the spring of 1946, however, it
also began recording music and issued around 40 gramophone records of
Latvian music during this year.
The state company Muzprokat was responsible for musical instrument
repairs, restoration, hiring, buying and selling, and later also for the man-
ufacture of musical instruments. The company acquired its collection of
over 500 pianos and grand pianos mainly from apartments abandoned dur-
ing wartime. Later, in 1951, the company’s workshops began to make the
Cabinet Grand piano Rı̄ga.
MUSIC AND SOCIETY. At the end of the war Latvian society was
rather heterogeneous and divided. Attitudes to the new regime varied
among different groups of people and we can distinguish three main groups.
The attitude of the local residents who had remained in Latvia and sur-
vived the war was, according to historians, indecisive and non-committal.
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It differed from the reaction of the many thousands of Latvians who had
been evacuated to the Soviet Union or had lived there before the war and
now returned to their homeland: they knew the Soviet regime, had grown
accustomed to it or had even accepted it. They were the ones who were
mostly chosen for the main administrative posts and they also headed the
majority of cultural institutions. The most far-sighted of these felt disap-
pointed with Russia’s Soviet-type socialism and did not want to copy it
exactly. Even though they cooperated with the regime and hoped to build
a prosperous future for Latvia on the socialism model, nevertheless they
wanted the local culture and economic conditions to be taken into consid-
eration. Thus some historians even detect signs of national communism
in the first post-war years. They certainly tried to uphold the local cul-
tural traditions. The third main group consisted of immigrants of other
nationalities from the USSR who had had unrestricted access to Latvia
and had flooded the country. The majority had completely identified with
the Soviet regime and its way of life, expected its existence also in Latvia
and had no interest in the local culture.
One could ask what the attitude of these three groups was to what was
taking place at the great musical festivals – at the choir competitions and
song festivals. All these groups were represented at these events both as
singers and in the audience, and the programmes consisted of national clas-
sics interspersed with distinctly Soviet songs. Everyone sang or listened to
the same programme and everyone was addressed in the same way by the
political propaganda conveyed through loudspeakers during the song inter-
vals. All the groups, however, did not experience what was happening in
the same way and saw its context differently. The attitude of the enthu-
siasts of the Soviet regime or the minority was simple – they could easily
identify with the propaganda and Soviet songs and accept these as nor-
mal, while the rest of the programme left them indifferent. Meanwhile,
the majority of the local residents in the choirs and the audience felt the
duality and divided nature of the situation. The national classics and folk
songs allowed them to connect with their own culture and for part of this
group the connection was furthered by memories of their participation in
the pre-war national song festivals. On the other hand, however, they had
to reconcile themselves to the propaganda in the accompanying activities
and in some of the songs. However, participation in the song festival and
the experience of national unity that this event had for so long symbolized
was for them the most essential element of these festivals. This then was
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for them the most significant side of the events, with Soviet propaganda
becoming the alien element, the non-essential side that was to be endured
for the sake of the essential.
During the first post-war years a rebirth of national traditions occurred
to a certain extent not only in choirs but also in professional concerts, par-
ticularly orchestral performances. Accounts in the literature testify that,
after the Second World War and the social upheaval that followed, this
was a characteristic feature of musical life in many countries, particularly
in Eastern Europe. Likewise in Latvia, national orchestral music helped to
stabilize the national identity damaged by the war and the various occu-
pying regimes. Furthermore, ideological propaganda was not displayed so
excessively at professional concerts. This applied even more to church con-
certs, which were free from direct ideological commentary or interference.
Therefore performances by professional musicians in churches, even though
that put their jobs at risk, were fairly popular. In subsequent years, how-
ever, such concerts were deemed religious propaganda and thus forbidden
by law.
Concerts presenting only Soviet songs without the refreshing presence
of classics or folk songs were very rarely organized, because they attracted
only a small minority of the public. These songs only became more suc-
cessful when performed in concerts of schlager music or as arrangements
by salon music ensembles – they were then considered light entertainment
music and played in restaurants and at dances.
There were situations when music had an unusually heightened compen-
satory function. This occurred most of all in the rural areas where people
lived in disastrous conditions and battled with the disproportionate unpaid
labour requirements and food supply quotas imposed by the regime. In
these areas only the guest concerts of the Philharmonic Society musicians
provided opportunities to listen to professional music. On these occasions
the expression of different values and the illusionary view of a better life
compensated for the routine and harshness of the impoverished rural life
that existed at the time. These concerts were therefore very popular in the
country regions.
CENSORSHIP. REPRESSIONS. The central censorship office dealing
with any kind of accumulated or current information was Latvia’s Chief
Literary Board whose duties, of course, also extended to song texts, ti-
tles of musical works and names of poets whose lyrics were used in vocal
compositions. Before actually reaching the Board, however, the text or
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music had passed through many institutions that carried out direct or in-
direct censorship – the Composer’s Union, officials of publishing houses
and concert-organizing agencies, various committees and finally editors, re-
viewers and critics, as well as the composer or performer himself who was
expected to practice self-censorship. The ultimate aim of the ideological
regime was to generate poets and composers who censored themselves.
Official institutions paid particular attention to the censorship of valued
material that had been accumulated over the years. The most massive
operation resulting from this was the destruction of books and periodi-
cals in libraries, shops and institutions. By 1948 around 12 million copies
of printed material had been confiscated and destroyed in Latvia, includ-
ing sheet music, music books and journals. No composition written by a
composer who had emigrated from the USSR or had been repressed was
permitted to appear publicly. After 1946 the censors viewed any infor-
mation about social and cultural life in the West with great intolerance.
Accordingly, Latvia’s musical life received a considerably deformed view of
cultural events in the outside world or else their complete concealment.
COLLABORATION. RESISTANCE. The very concept of collabora-
tion became problematic in circumstances when the Stalinist regime de-
manded complete political submission from everyone. In the post-war sit-
uation that existed in Latvia the concept became even more complicated
because Latvia did not have an exile government with which to solidarize
and a different issue came to the fore – the survival of the nation (phys-
ical survival and the preservation of the language and culture). These
objectives could not be realized without artists and other public figures
collaborating in some way with the regime. Such collaboration, therefore,
did not always mean betraying the subjugated Latvian state, in danger
of annihilation, or the interests of the nation. Of course, in the musical
life of post-war Latvia there were also people who went beyond what was
necessary in their cooperation with the occupying regime due to their own
naivety, self-interest, opportunism or adventurism. In such cases coopera-
tion became political and thus manifested not just loyalty but collaboration
in the negative sense of the word.
Historian Kārlis Kangaris has suggested that sometimes collaboration
in Latvia could have to some extent become a form of resistance. If this
almost unnoticeable form of resistance is put on one end of the scale, then
the armed resistance that took place in Latvia’s forests will certainly be
at the other end, with other forms of resistance in between. One instance
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of a prominent musician’s long-lasting involvement in political resistance
is known. For three post-war years the outstanding opera singer Vilma
Briede worked illegally with the national partisans, participated in the
production of an illegal newspaper and distributed it among people working
in the arts, inviting them to follow her example.
Nonviolent resistance appeared in several music schools, where young
people distributed leaflets, used forbidden national symbols and sang for-
bidden songs. Anti-regime songs written by members of a school-children’s
resistance organization that existed in R̄ıga from 1945 to 1947 are still in
existence.
Passive nonviolent resistance forms included ignoring obligatory politi-
cal lectures and concealing books that were required to be destroyed, while
some historians also include all the endeavours that were aimed at preserv-
ing the national culture. Many of them detect the first signs of emerging
national communism in these endeavours but they certainly did not reach
the level of resistance. In Latvia these limited expressions of national com-
munism were suppressed in mid-1946 with the beginning of the Cold War
and the new wave of political regulation of the arts, when the followers of
the orthodox Soviet socialism model began to dominate many spheres of
life within the USSR. Stalin’s regime became increasingly totalitarian.
PART II
MUSIC UNDER STRINGENT TOTALITARIANISM,
1947–1953
POLITICAL AND IDEOLOGICAL CONTEXT. From 1946 it was
no longer demands based on the Marxist-Leninist theory of art that influ-
enced musical life and creative work, but rather various sporadic and arbi-
trary decisions of the Communist Party’s Central Committee or even just
articles in the newspaper Pravda and the ensuing campaigns to carry out
the policies expressed there. Furthermore, when the Communist Party’s
Central Committee in Moscow passed a decree about the incompatibility
of art with some Communist Party’s idea, this pronouncement, although
issued mainly in connection with Russian art, had to be replicated in ev-
ery Soviet Union republic, the specified defects had to be identified and
the local newly-discovered culprits punished. Such were the decrees in the
summer of 1946 on literature and journalism, resulting in the censure of
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Russian satirist Mikhail Zoshchenko, and almost concurrently on theatre
and film issues. Later, in February 1948, came the decree on formalism in
music, the condemnation of what was called bowing to Western culture and
also cosmopolitanism in art. Condemnation of something in one field of art
was applied to other fields too. Parallels with the 1946 decrees denouncing
literature and the theatre were also looked for in music. Campaigns against
so-called bowing to the West and cosmopolitanism in music were directed
also against Latvian Conservatory lecturer Lija Krasinska, against Jewish
musicians in general and also against jazz music. The 1948 decree against
formalism, which attempted to combat innovative musical language, was
also applied to the theatre, the fine arts and film art.
The objective of these “unmasking” decrees was the organization of loud
campaigns about the ideological issues mentioned. The campaigns followed
a standard programme: discussion meetings organized in all the arts insti-
tutions, reports on these discussions published in the press, public condem-
nation of the “culprits” followed by “admissions of guilt” and promises to
avert the “offences”, and declarations and disparaging articles about the
accused written by the “workers” and published in the press. Subsequently
the observance of anniversaries of these decrees, sometimes for as long as
ten years, continued to make them topical subjects every time.
The February 1948 decree and the ensuing comments had a particularly
severe effect on musical life. This decree not only denounced personally
five of the most brilliant world-famous Russian composers, including Sergey
Prokofiev and Dmitri Shostakovich, but the newly-appointed Secretary of
the Union of Soviet Composers rudely criticized many of the most promi-
nent personalities in Western music – Benjamin Britten, Olivier Messiaen,
Paul Hindemith, Igor Stravinsky and others. In Latvia composers Jānis
Ivanovs and Valent̄ıns Utkins as well as others had to endure humiliation
and denigration. The Fifth Symphony of Jānis Ivanovs was censured and
its performance forbidden for ten years and even mentioning it was not
allowed.
Furthermore, all these decrees not only vulgarized the functions of the
arts and reduced them to political communication, but also served to jus-
tify the increase in the overall ideological pressure exerted on society. The
inflammatory atmosphere created by the decrees even promoted ideological
cleansing in science and arts circles. Under various pretexts Latvian Conser-
vatory staff and students, including composers Jēkabs Graubin, š and Jānis
L̄ıc̄ıtis, pianists Jāzeps Lindbergs, Filips Šveiniks and Irēna Bergmane,
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choral conductor Krišs Dek, is and music historian Vija Muške, were arrested
and sent to labour camps. Ten lecturers were dismissed. Similar cleansing
operations in the wake of the ideological decrees occurred in science and
arts circles in many parts of the Soviet Union. In Latvia, however, they
had specific features – they were accompanied by the Communist Party’s
fight against so-called bourgeois nationalism and against efforts to preserve
relative independence in the conditions enforced by USSR rule.
MUSIC EDUCATION. THE CONSERVATORY. All three levels
of the music education system – children’s music schools, secondary level
music schools and the Conservatory – were controlled by the Arts Board,
which in effect performed the functions of a ministry of culture. The Con-
servatory had undergone a certain transition period in departing from its
former teaching programmes and gradually adjusting to the USSR higher
arts education system, and by 1946 this process had largely been completed.
This was linked to the politicization of the educational process at the Con-
servatory. To achieve this objective, in 1947 the USSR Committee on Arts
appointed pianist Vladimir Bunimovich-Muzalevski from Leningrad
as Latvian State Conservatory professor and Head of the Department of
Music History. Current political context was mandatory even in teaching
speciality music subjects. The Rector, composer Alfrēds Kalnin, š, avoided
participating in the 1948 campaign against formalism and in mid-1948 he
was replaced by the Head of the Choral Conducting Department Jēkabs
Medin, š. Two years later, however, Medin, š too was removed from his post
as Rector for not complying with the Communist Party’s dictate and was
in turn replaced by choral conductor and song composer Jānis Ozolin, š,
who held this post for many years.
In 1947 the structure of the Conservatory stabilized. The Faculty of
Theory and Composition was headed by composer Ādolfs Skulte. This
faculty endured the greatest ideological pressure because the regime wanted
future composers to be obedient creators of works whose content complied
with the requirements of the Communist Party. Nevertheless, at the 17th
USSR Conservatory student competition in Moscow in 1949 the Latvian
Conservatory’s delegation displayed outstanding artistic achievement. Also
subject to very strict control was the Department of Music History and
Theory with its lecturers Vladimir Bunimovich-Muzalevski, Lija Šveinika
(née Krasinska), Jēkabs Vı̄tolin, š and from 1949 also Nilss Gr̄ınfelds. Un-
til 1950 the Vocal Studies Department was headed by former Mariinsky
Theatre soloist Eižens Vitings from St Petersburg; however, as he was
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an immigrant from Soviet Russia, he was replaced in 1950 by Aleksandrs
Vil,umanis. After functioning for just a few years the Vocal Studies De-
partment was able to provide the Opera with a new generation of singers.
Jēkabs Medin, š continued to work for a long time as Head of the Choral
Conducting Department that he had founded; among this department’s
first graduates were several conductors who later became Latvia’s leading
choral conductors for several decades. The Piano Department was headed
by Valerijs Zosts and by 1953 over 40 young pianists had graduated, half
of these becoming well known in Latvia. The loss of their former teach-
ers, who had fled to the West, was felt most acutely by the Department
of String Instruments; the training of new specialists also progressed more
slowly because wartime conditions had hindered the preparation of many
candidates prior to their Conservatory studies. From 1947 the Department
was headed by cellist Ernests Bertovskis, one of leaders of the Conser-
vatory’s excellent String Quartet. After the war the Department of Wind
Instruments was renewed and headed by clarinettist Ēvalds Mednis. A
student symphony orchestra, directed from 1947 by Leon̄ıds Vı̄gners, was
formed in the Conservatory and gave many concert performances.
MUSIC SCHOOLS. During the post-war decade there were seven sec-
ondary level music schools in Latvia and 18 seven-year children’s music
schools. All of them envisaged, and as far as possible provided, school-
ing in general education subjects, while the teaching of music was orien-
tated towards developing professional musicians from the very first classes.
Established in the Soviet Union, this educational system, leading to the
conservatory at the highest level, has given good results and earned recog-
nition in many places in the world. It did, however, only envisage training
professional musicians and unfortunately ruled out the possibility of some
of the students later choosing music as a hobby and playing in amateur
groups.
MUSIC IN SCHOOLS was limited to elementary theoretical knowledge
and school choirs. The latter burgeoned in connection with the 1948 song
festival in which school choirs had an independent repertoire and high
school students could participate in the large adult choir. The Minister
for Education decreed that a choir must be established literally in every
school and every student had to participate, though this only managed to
be partly realized. Singing teachers were trained in the teachers’ colleges;
the school programme allocated one lesson a week to singing.
418 Arnolds Klotins
THE OPERA. The relatively successful opera productions of the first
post-war years were based on the Opera’s former traditions and enthusi-
asm. 1947 saw the beginning of the Opera’s enforced Sovietization, its
subjection to the Committee on Arts of the USSR and to the dictate of the
Opera’s dogmatic Communist Party group. That led to a decline in artistic
standards and a crisis in 1952. Compliance with the requirements of social-
ist realism resulted in a proliferation of social life trivialities and superficial
illustration in the productions. Leon̄ıds Vı̄gners was Principal Conduc-
tor until 1949 when he was replaced by the Communist Party’s preferred
candidate, Mikhail Zhukov from Moscow. Independent productions were
staged by conductors Rihards Glāzups from 1949 and by Edgars Tons
from 1947. In 1954 Edgars Tons became Principal Conductor and with his
appointment the Opera was able to move towards overcoming the crisis.
In 1952 conductor Arv̄ıds Jansons left R̄ıga to work with the Symphony
Orchestra of the Leningrad State Philharmonic Society.
The Opera continuously received Communist Party reprimands for the
lack of contemporary Latvian operas in the repertoire. However, the cre-
ation of such operas was impossible because of the unwarranted ideological
requirements for the librettos. Librettos for more than twenty potential
works appeared in the Opera in the post-war decade but only two bal-
lets and one rather unsuccessful contemporary opera were actually pro-
duced. The only new work of lasting value that was produced was the
ballet Br̄ıv̄ıbas sakta [Brosche der Freiheit] (1950) by Ādolfs Skulte.
From 1947 to 1953 a total of 44 musical productions were staged, of
which 25% were Western European classics, 17% – Russian classics and
30% – works of other origin. Attempting to abide by the ideologists’ slo-
gan “art belongs to the people”, the Opera House personnel had to waste
their energy giving many concerts outside the Opera (averaging 100 con-
certs a year), needlessly overloading the soloists with work. From 1947
the ranks of the Opera’s experienced soloists of the pre-war period were
supplemented by young singers making their first appearances. Among
them were heroic tenor Artūrs Frinbergs and dramatic soprano Žermēna
Heine-Vāgnere, particularly noted for their brilliant careers later. Guest
performances and concerts in USSR cities were mainly given by Aleksandrs
Daškovs, Elfr̄ıda Pakule, Anna Ludin, a and Artūrs Frinbergs. Soloists from
other cities rarely appeared in opera performances in R̄ıga and their pres-
ence was determined by the USSR Guest Performances Bureau in Moscow.
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To sum up we can say that, beginning with 1947, the artistic standard of
the Opera’s personnel gradually improved, whereas its management stag-
nated and steered towards an impasse. An important reason for the lack
of original operas created in Latvia was ideological dogmatism; the situa-
tion was radically different in Estonia, where the ideological atmosphere
was relatively freer. In spite of its shortcomings the Latvian Opera House
generally enjoyed the public’s attention and attendances surpassed those
of play performances. This was because opera performances were less ex-
posed to obtrusive degrading ideological content and the mundaneness of
everyday life made the grand opera art even more attractive.
THE OPERETTA. For several years after the war the Operetta did not
have its own premises and performances were staged in various unsuitable
halls in R̄ıga. Furthermore, in 1948 the budget subsidy of this state theatre
was completely suspended. At the same time the Operetta was told to
stage unprofitable Soviet musical comedies, while traditional, profit-making
Western operettas were rejected. When in 1952 the Operetta gained its
own premises with seating for 800, the personnel was also reorganized and
a period of relative growth began.
MUSICAL THEATRE IN LIEPĀJA. The difficulties experienced by
the Drama, Opera and Ballet Theatre in Liepāja during the first post-war
years continued. Nevertheless its ambitious aim remained: to perform all
the main theatrical art forms – drama, opera, operetta and ballet. To
ensure its financial existence, the Theatre stepped up the annual musical
production, i.e. the number of first performances and organized many
concert tours. The difficulties were further aggravated by the requirement
to stage unprofitable Soviet works. In the spring of 1950 the Arts Board
ordered the liquidation of the Theatre’s musical troupe and thus its opera,
operetta and ballet performances; the reasons given were deficiencies in the
ideological education of the personnel, the inadequate number of Soviet
productions and the unsatisfactory artistic standard.
THE PHILHARMONIC SOCIETY. CONCERTS. Latvia’s profes-
sional concert life was completely centralized and placed in the hands of
the Philharmonic Society. In general it was rather poorly organized, con-
centrating on concert quantity rather than quality, imposing Soviet propa-
ganda even at orchestral concerts and thus reducing the Latvian national
music repertoire.
There were several groups of musicians working within the Philharmonic
Society’s structure. At the beginning of this period the leading group was
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the choir, which earned the title of State Choir in September 1947. From
1949 two young conductors, Jānis Dūmin, š and Daumants Gailis, who
later became leading figures in choral music, assumed responsibility for
its direction and noticeably raised the choir’s artistic standard. In 1947
the so-called Small Symphonic Orchestra was founded, intended mainly
for summer concerts and tours outside R̄ıga. However, as a result of an
overload of concerts, this orchestra existed only until the spring of 1949.
From 1950 the Philharmonic Society organized around 30 Radio Orchestra
symphony concerts every season. In June 1946 an open-air concert venue
was opened in Dzintari, within the seaside resort of Jūrmala near R̄ıga.
Later, after covered seating for the audience was constructed, this became
a popular summer concert venue and is still functioning in the 21st century.
In the post-war years summer concerts also took place in other parks in
Jūrmala and R̄ıga.
The Philharmonic Society’s Folk Instrument Orchestra, playing modern-
ized versions of ancient Latvian folk instruments, was founded in 1947.
This experiment was not particularly successful and only the modernized
version of the traditional kokle (a string instrument that is plucked) re-
mained in use in musical life. In 1948 the Folk Instrument Orchestra was
combined with the Latvian Folk Dance Ensemble founded earlier. Later,
in 1953, when the vocal side also became more significant, it was named
the Latvian Folk Song, Music and Dance Ensemble. The formation of
such versatile professional folklore ensembles was a characteristic of all the
Soviet republics and satellite states, and their ideological task was to cre-
ate the view that Soviet socialism had its roots deep within the people.
In Latvia the programmes of this ensemble could not, of course, be per-
formed without the addition of “socialist content” in the form of Soviet
songs and also ideological poetry readings. Besides symphonic concerts,
the Philharmonic Society also organized all kinds of other concerts. Cham-
ber music concerts did not reach a high standard because of their great
number and the lack of qualified musicians. The Conservatory’s teaching
staff and students were widely drawn on for so-called lecture-concerts. Con-
certs tours to the rural districts of Latvia continued to be organized and
there were also visits to various USSR republics. Concerts performing the
works of a single composer became more and more frequent but in time
their organization was taken over by the Composer’s Union. In 1951 the
newly-formed Popular Music Sector and the Light Music Orchestra with
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its director Pēteris Smilga, who was appointed in 1950, managed at last to
stabilize the Philharmonic Society’s traditionally bad financial situation.
During the period under review entertainment music showed two diver-
gent trends. State-financed light music stagnated and, influenced by the
campaign against jazz, was sometimes reminiscent of pre-war salon music.
On the other hand the ensembles playing entertainment music in restau-
rants and clubs gradually developed a specific jazz-influenced character and
some good quality jazz music ensembles evolved. It was during this period
that Raimonds Pauls, who later became a leading figure in entertainment
music, learnt the technique of jazz playing, although he only finished sec-
ondary level music school in 1953.
The ideological pressure on the Philharmonic Society’s music groups
and soloists became even stronger at the beginning of 1953 and went hand
in hand with organizational chaos. The pressure slackened a little after
Stalin’s death, when national Communist Voldemārs Kalpinš became Min-
ister of Culture and took over the leadership of the Arts Board.
MUSICIANS. The Opera provided most of the vocalists required for
the Philharmonic Society’s concerts. These included a few outstanding
singers with a good deal of experience, such as Tālis Mat̄ıss and Al̄ıda
Vāne, a soprano whose expertise had been honed during her international
pre-war career. Young vocalists, such as Žermēna Heine-Vāgnere and
Ārija Simsone, tenors Artūrs Frinbergs and Edgars Plūksna and baritone
Pēteris Grāvelis, participated in solo concerts and performances of orato-
rios. Among violinists, the leading soloist was Lida Rubene, while Vol-
demārs Stūresteps, Indulis Dālmanis and Gastons Brahmanis were
outstanding ensemble musicians. The most notable cellist was Ernests
Bertovskis. In piano recitals and ensemble performances the most pop-
ular pianists were still Hermanis Brauns, Vilma C̄ırule, Jānis K, ep̄ıtis and
Arv̄ıds Žilinskis. For its string quartet concerts the Philharmonic Society
engaged Radio or Conservatory musicians. For three years the Society had
its own piano trio.
Every year Elfr̄ıda Pakule and Aleksandrs Daškovs, with Hermanis
Brauns at the piano, went on concert tours to USSR cities. Just as suc-
cessful were the guest concerts of conductors Leon̄ıds Vı̄gners and Arv̄ıds
Jansons.
A relatively wide spectrum of musicians from various USSR cities gave
concert performances in R̄ıga. Around ten guest violin virtuosos performed
in R̄ıga during the period beginning with 1947 and these included the world-
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famous musicians Galina Barinova, Leonid Kogan and David Oistrakh. At
least 20 guest pianists performed in R̄ıga during this period, including
Emil Gilels, Lev Oborin and Sviatoslav Richter. Within the galaxy of
some twenty vocalists, the most frequent guests were Irina Maslennikova,
Natalia Shpiller, Armenians Zara Dolukhanova and Gohar Gasparyan, and
Estonian stars Elsa Maasik and Tiit Kuusik. Conductors from various
music centres in the USSR frequently visited the Latvian Radio Orchestra.
Guest concerts given by chamber ensembles, however, were much rarer.
Among the choral music groups that came to R̄ıga, the most popular
were Estonian choirs. Concerts given by the Estonian State Male Choir
led by Gustav Ernesaks were particularly popular and were received by
the people of R̄ıga with unprecedented enthusiasm. Popular was also the
Lithuanian SSR Song and Dance Ensemble – evidently the common fate of
their nations prompted particular sympathy in the Latvian audience. The
list of ensembles presenting folkloric music was long – professionalized folk
music from over twenty USSR nations was represented.
AMATEUR ARTS. CHOIRS. SONG FESTIVALS. Compared with
the very first post-war years, at the height of Stalinism amateur arts, includ-
ing choirs, saw an increase in the number of participants, a proliferation
of songs on Soviet subjects and an escalation of centralized regulation and
control. Together with choir presentations and competitions, mini song fes-
tivals or so-called district song days were introduced and these became the
first steps in the national song festival preparations. They were followed
by the second step, the district song festivals, with the third step being
the national festival in R̄ıga. Song festivals had been organized in Latvia
ever since 1873 and had become a stable tradition. For the Soviet ideolo-
gists the continuation of this so-called bourgeois tradition was evidently a
difficult issue. Yet avoiding it was also awkward because the tradition had
already been renewed in Lithuania (1946), Estonia (1947) and also by the
Latvians who had found post-war refuge in the zones of West Germany oc-
cupied by Western Powers (1947). In Latvia, therefore, the first post-war
song festival in 1948 was organized as the continuation of the tradition,
while at the same time dissociating from it – the consecutive numbering of
the festivals was interrupted and the 1948 event was named the First Song
Festival of Soviet Latvia (in actual fact, it was the tenth Latvian national
festival). In comparison with the earlier festivals, this was an event orga-
nized by the government and supervised by the Communist Party. The
propaganda defined it as an event glorifying the Soviet regime but even
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so the majority of choristers experienced it as essentially an opportunity
for national unity. Alongside folk song arrangements and national clas-
sics, in quantities allocated by the Communist Party, were songs on Soviet
subjects. The proportion of Soviet songs was small in 1948 but already
considerably increased in the 1950 song festival. The percentage of songs
sung in Russian also increased.
Four types of choirs took part in the festivals of 1948 and 1950 – mixed
voice, female voice, male voice and school children’s choirs. The total num-
ber of choristers participating in R̄ıga in 1948 was 19 683, while in 1950
it was 16 900. In addition to the Latvian choirs, the combined choir and
orchestra of the Red Army R̄ıga Garrison also performed on the song fes-
tival stage, while some performances also included folk dance groups and
even gymnasts and athletes. That allowed the propaganda to declare a
much larger number of song festival participants. As in the former song
festivals, amateur singers were united under the leadership of professional
musicians, headed by Latvia’s best conductors – Teodors Kalnin, š, Haralds
Mednis, Jānis Ozolin, š and Leon̄ıds Vı̄gners. The traditional choir compe-
titions held during the festival were also judged according to professional
standards. The festival was, of course, accompanied by loud propaganda:
a red-flagged parade of participants, gigantic portraits of Communist Party
leaders, theatrical festival prologues and even the obligatory participation
of choristers in a political rally. Nevertheless, in spite of attempts to make
the song festivals an instrument of mass Sovietization, they had, as it were,
a dual nature: on the one hand, Soviet propaganda, but on the other –
the continuation and acknowledgement of national culture. Future events
showed that mass participation in choirs was the correct choice. Because
in due course the strongest choirs became in fact unregistered choral soci-
eties, with the choristers becoming a social force and the most organized
part of the community that took part in later events during the struggle
that eventually brought a renewal of Latvia’s independence.
The post-war song festivals in Latvia and the other Baltic States were
such striking events that they were reviewed also as part of the USSR
music scene, particularly in the central music journal Sovetskaja muzyka
[Soviet music] in Moscow. The Estonian song festivals, in particular, were
actively reviewed and discussed in the Latvian press and were to some ex-
tent utilized as an example. In Estonia the decision on the renewal of the
song festival tradition was made by the government in March 1945. The
1947 festival was organized by an independent bureau, several newsletters
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were issued in preparation for the festival and a series of radio programmes
about the history of the festival were broadcast. In 1947 the numbering
of the song festivals was preserved and the programme was structured as
a history of the festival with the national classics predominating. How-
ever, the Estonian self-respecting stance was later stifled: the diktat of a
Special Commission set up in Moscow made Soviet repertoire the main
element at the very next song festival in 1950. Three of the main con-
ductors of the 1947 song festival were excluded from organizing the next
song festival, arrested on various pretexts and sent to labour camps in Rus-
sia. Endeavours to preserve national content in song festival events were
similarly suppressed also in Lithuania.
MUSIC IN RADIO BROADCASTS. The mass propagation of the
regime’s ideology was carried out mainly through radio broadcasts and
therefore the loyalty of its staff was rigorously scrutinized. Between 1950
and 1953 around 20% of its personnel were dismissed on political grounds,
while the loyalty of the rest, including the musicians, was evaluated and the
information conveyed to the top officials of the Communist Party. In music
broadcasts the massive propaganda work that had to be done by the Radio
was mainly executed through the presentation of Soviet songs, mainly those
recorded in Russia. Nevertheless, the Artistic Director, composer Jānis
Ivanovs managed to partially limit the broadcasting of the recordings sent
from Russia, on the grounds of low artistic quality. The same applied to
the recordings sent for popular music broadcasts. Even so, the Communist
Party’s campaigns did have an effect on the repertoire of music broadcasts.
After the campaign against formalism was begun in February 1948, for
example, the music of Sergey Prokofiev, Maurice Ravel, Claude Debussy
and many others disappeared from the programmes for half a year.
The Radio’s poor post-war circumstances were improved by the construc-
tion of the new Radio building on Doma laukums [Dom Square] in R̄ıga,
which was completed in the autumn of 1949. The Radio began to broadcast
tape recordings of music in the spring of 1948; however, the majority of
music programmes right up to 1952 used live studio broadcasts or gramo-
phone records. The Radio had several good quality groups of musicians
on its staff, including a string quartet and a symphony orchestra that also
provided most of the public symphony concerts. From 1949 the Principal
Conductor of the Radio Symphony Orchestra was Leon̄ıds Vı̄gners. The
orchestra was also often conducted by Arv̄ıds Jansons who left R̄ıga in the
autumn of 1952 to work with the Symphony Orchestra of the Leningrad
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State Philharmonic Society and soon began an international career. The
programmes presented by the Radio Symphony Orchestra and other mu-
sicians were, of course, influenced by the general prohibitions: music by
composers who had emigrated from the Soviet Union and 20th century in-
novative works had no place in broadcasts. Nevertheless, the Radio did
a good deal of valuable work in the popularization of music during this
period, organizing cycles of stylistically related music broadcasts, educa-
tional music broadcasts, music programmes for children etc. Neither was
Latvian music neglected. Folk music arrangements were heard relatively
frequently, both in the repertoire of the Radio Choir and also in music per-
formed on the popular folk instrument, the kokle. The Radio Choir also
participated in broadcasts of opera concert performances and oratorios. In
the spring of 1953, unfortunately, under the pretext of insufficient Soviet
music propaganda, the work of the Radio Choir was suspended right up
until 1957.
THE ACTIVITIES OF THE COMPOSER’S UNION. During the
period from 1947 to 1953 the creative environment of composers was crit-
ically influenced by the Communist Party’s decrees with respect to litera-
ture, theatre and film art (1946) and particularly by the 1948 decree against
formalism in music. As a result of these decrees the ideological pressure on
creative work intensified: composers were required to contribute songs that
supported the spring sowing campaign in the rural districts and above all
to compose songs with propaganda texts. Contracts that had been signed
earlier for orchestral compositions were revoked, because vocal music, i.e.
music with text, had top priority. Jānis Ivanovs even interrupted work
on some instrumental compositions and destroyed them. Lists of prohib-
ited compositions were compiled and these could not be publicly performed,
broadcast or used in music education institutions. The atmosphere at meet-
ings of the Composer’s Union became ideologically heated and dictatorial.
In Moscow the Composer’s Union of the USSR established a commission
for the supervision of creative work written by national republic composers.
The Commission demanded progress reports on the organization of music-
orientated ideological campaigns and information on the works composers
had created. It required new compositions to be presented both at closed
performances and more rarely also in public concerts in Moscow.
In order to generate compositions ideologically agreeable to the Commu-
nist Party, particularly cantatas and songs, the Latvian Composer’s Union
organized countless competitions for musical works. These became an easy
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source of income for composers and sometimes even managed to achieve the
required results. There were competitions in which composers received re-
muneration not only for prize-winning works but also for just participating,
irrespective of the result.
The Board of the Composer’s Union organized General Meetings more
or less annually to evaluate and ideologically regulate the creation of new
works. These meetings were supplemented with concerts, lectures and
discussions attended by representatives from Moscow and various USSR
republics. In between the General Meetings the work of the Composer’s
Union mirrored the various ideological campaigns – the censure of cos-
mopolitism, the creation of musical works dedicated to the 70th birthday
of Stalin, the observance of politically important anniversaries etc. As a
result of all these activities, the Union worked relatively intensively but
the work was feverish and in the end did not stimulate meaningful creative
writing.
COMPOSERS. During this period the Latvian music patriarch Emilis
Melngailis reached his 75th birthday and as his most lasting work left
his string quartet Quasi uno quartetto. He collated the Latvian folk music
material that he had gathered throughout his life – over 4 000 items –
and this was issued in a number of lavishly published volumes. Another
old master Jāzeps Medin, š wrote two acts for the opera Zemdegi about
wartime conflicts in a farming family. The opera was finished by Mar ‘geris
Zarin, š but was not staged due to unwarranted ideological requirements.
The third old master Alfrēds Kalnin, š, after relinquishing his post as
Rector of the Conservatory in 1948, composed several large-scale works of
lasting value: Variācijas ēr ‘gelēm par Jāzepa Vı̄tola tēmu [Variations for
organ on a theme by Jāzeps Vı̄tols], a suite for symphony orchestra Desmit
latviešu tautas dziesmas [Ten Latvian Folk Songs], noteworthy folk song
arrangements for voice and piano, and an orchestral work In memoriam,
written in memory of the victims of repressions.
Composers Jēkabs Medin, š, Jēkabs Graubin, š, Jānis Vı̄tolin, š and Paula
L̄ıc̄ıte reached the age of sixty during this period. The creative output of
Jēkabs Medin, š included three concertos for solo instruments and orches-
tra, and a string quartet. Of the works composed by Jēkabs Graubin, š,
the most outstanding was his piano cycle Vēstules labākajam draugam [Let-
ters to my Best Friend], which he began writing after his arrest and de-
portation to Siberia. Among the works written by Jānis Vı̄tolin, š, his
compositions for wind orchestra are the ones that have been most often
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sought for performance. Paula L̄ıc̄ıte’s most substantial work was her
Piano Quintet, while her simple, traditionally written solo songs have long
been popular with vocalists.
The majority of composers writing during this period belonged to the
so-called middle-aged generation. This group also included the most out-
standing Latvian symphonic music composers in the second half of the
20th century – Jānis Ivanovs and Ādolfs Skulte. Working in extremely
unfavourable circumstances, Jānis Ivanovs paved the way for musical in-
novation with his Fifth Symphony. His somewhat retrospective, yet stylisti-
cally distinctive and original Sixth Symphony was also created while strug-
gling to prevail over dogmatic aesthetic requirements. The central work of
Ādolfs Skulte was his symphonic ballet Br̄ıv̄ıbas sakta. With its innova-
tive transformation of folk music into a symphonic form and outstanding,
almost radiant musical imagery, it signified a big step forward in the cre-
ation of Latvian works for musical theatre.
Lūcija Garūta’s most lasting work and the pinnacle of her creative
work became her Concerto for Piano and Symphony Orchestra – an emo-
tionally shattering, heartfelt tragedy in concerto form. Due to its emotional
candour, performance of the concerto was not allowed for five years. Va-
lent̄ıns Utkins also earned a place among the most successful musical
innovators of the time for his Third Piano Sonata, censured in the 1948
campaign against formalism, as well as his Fourth Piano Sonata.
During this periodArv̄ıds Žilinskis wrote over 50 solo songs, mostly ex-
pressing unpretentiously lyrical, popular and at times sentimental moods;
nevertheless, these songs were popular for a while. His ingenious and sin-
cere children’s songs, however, proved to be of more lasting value. Nilss
Gr̄ınfelds tenaciously persevered with the creation of operas, yet due to
their ideological dogmatism none of his operas were staged. The opera
Saules lēkts [Sunrise] by Anatols Liepin, š, using the composer’s own prim-
itive libretto written in line with the regime’s political requirements, was,
however, staged and soon removed from the Opera repertoire. Of the com-
positions written by Jānis K, ep̄ıtis during this period, his instrumental
chamber music as well as his Second Piano Concerto and Concertos for
cello and for violin and orchestra have been the most lasting. Mar ‘geris
Zarin, š predominantly composed songs for several voices on a variety of
subjects, mainly everyday topical issues, and was not averse to humour
and satire in his music. Two extensive oratorios, quite frequently per-
formed at the time, have not endured the test of time. On the other hand
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even 21st century choirs are not reluctant to sing parts of his suite Latviešu
tautas dejas un rotal,as [Latvian Folk Dances and Game-Dances] consist-
ing of twelve witty and lively arrangements of folk music. His song-cycle
Sudrabota gaisma [Silvery Light] with lyrics by Rainis is still part of the
repertoire of solo singers. During this period Jānis L̄ıc̄ıtis was developing
into a professionally strong composer. His String Quartet was censured in
the campaign against formalism and before his arrest in 1950 he managed
to write Variācijas klavierēm [Variations for Piano] and several vocal and
instrumental miniatures.
Jānis Ozolin, š was a popular song composer in his time and for a while
some of his lyrical melodies even assumed the nature of folk songs. At
the time Oskars Stroks experienced a scandalous career in some ways.
His songs became popular in light music circles in many places in the
Soviet Union but in Latvia they were censured from an ideological point of
view – for pandering to bad taste and for banality. He was expelled from
the Composer’s Union and reinstated only after the collapse of the Soviet
Union. The direction taken by Oskars Stroks in light music composition
was not, however, directly continued in Latvian music because it cultivated
the style of the so-called gypsy romance, whereas Latvian entertainment
music looked in other directions.
The rest of the composers, making up about half of the members of the
Composer’s Union, whose total membership fluctuated around 40 during
those years, expressed themselves only minimally in the musical life of their
time (or else were too young to have made an impact) and the works they
created during this period have not left a lasting impression.
OVERVIEW OF MUSICAL GENRES. Two historical circumstances
decisively influenced the music created by composers during the post-war
years: the existing conservatism in Latvian music, virtually untouched be-
fore the war by 20th century modernism, and ideological pressure, namely
the requirement to make music an instrument of political communication.
This pressure was most keenly felt in genres using text, yet the restric-
tions imposed on expression and musical language also severely affected
both symphonic music and also instrumental chamber music. De-
velopment in the musical theatre genres was impeded by inappropriate
demands on librettos. Vocal-orchestral genres – cantatas and oratorios
– were viewed as convenient propaganda genres and that inevitably led to
their stagnation. Choral music found itself in a similar situation and few
lasting works were created. There was very little development in the folk
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song arrangement genre because traditional Latvian folklore was not re-
garded as capable of ensuring the Sovietized version of national folklore,
but so-called Soviet folklore was a fiction. Solo songs were marginalized
because lyrical works were rejected in principle. And lastly, the prescribed
aesthetic norms did not allow composers creating music for theatre per-
formances to produce works that expressed psychological subtexts and
the music did no more than fulfil an illustrative or mood-creating role.
MUSIC CRITICISM, RESEARCH, FOLKLORIC STUDIES. Af-
ter 1946 the situation in music criticism became even more difficult than
in the first post-war years because it had to continually take into account
and comply with each culture-manipulating decree issued by the Commu-
nist Party’s top officials. In their expressions of agreement with the 1948
decrees against formalism issued both by the USSR and Latvian SSR offi-
cials, music critics were even excessively zealous. The unfounded censure
of Latvian composers on the grounds of formalism was not, unfortunately,
later retracted and rebuked in the Latvian press, as was done in the pub-
lication PSRS tautu mūzikas vēsture [The History of Music of the Peoples
of the USSR] issued in 1973.
During this period the most prominent critic was still Nilss Gr̄ınfelds,
not only because of his numerous publications, his erudition and wide intel-
lectual scope, but also because of his ideologically didactic stand. Arv̄ıds
Darkēvics also wrote extensively on ideological issues in music, yet his
view was a narrower one. The critiques of Valerijs Zosts stood out with
their pragmatism and concentration on the most important features in
music, without digressions into ideological issues. Jēkabs Vı̄tolin, š did
not succumb to the general atmosphere of condemning criticism, but main-
tained a positive view of the prospects of Latvian music, using uplifting,
ecstatic language. From the autumn of 1946 he also worked in the Folklore
Institute of the Latvian SSR Academy of Sciences and often gave public
lectures. Lija Krasinska and Pjotrs (Pēteris) Pečerskis were also ac-
tive in this publicistic genre and very skilful in their mode of expression.
At the end of the 1940s and the beginning of the 1950s the first graduates
of the Conservatory’s Musicology Department also began to express them-
selves in criticism, the first of these being Ol, ‘gerts Grāv̄ıtis and Silvija
Stumbre.
Research in music during this period was concentrated in the Conser-
vatory’s Department of History and Theory: several first-class music text-
books were published and the issue of a history of Latvian music was
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planned. Folk song research also took place in the Conservatory. Emilis
Melngailis worked in this field until 1954, Jēkabs Graubin, š – until his ar-
rest in 1950, and Maksis Goldins, after completing supplementary studies
at the Moscow Conservatory, until 1948. Nevertheless, it was the Folklore
Institute of the Academy of Sciences that became the leading institution
in the area of folkloric research. As from 1947 it organized expeditions
in rural Latvia for the collection of folklore, involving also Conservatory
students in this work.
PUBLISHING. GRAMOPHONE RECORDS. AUXILLIARY
SERVICES. The work of the Sheet Music and Music Literature Edito-
rial Office of the Latvian State Publishing House was extended in 1948
with the employment of additional music editors. In 1949 several dozen
solo songs and instrumental works of Alfrēds Kalnin, š were published. The
issue of volumes containing folkloric material that Emilis Melngailis had
gathered throughout his life was in some ways a publishing masterpiece,
particularly three magnificent, large-format, clothbound volumes of folk
songs Latviešu mūzikas folkloras materiāli [Latvian Folk Music Material],
issued 1951–1953. Sheet music for the everyday requirements of choirs,
Latvian translations of Russian vocal classics and several books were also
published.
In 1949 the R̄ıga Gramophone Record Factory Bellaccord Electro was in-
corporated into the USSR Radio system. It was an important manufacturer
of gramophone records not only in Latvia but also in the Baltic region and
even the entire USSR, reaching a circulation of one million a year. Every
year Bellaccord Electro made over a hundred different recordings of Latvian
music. Nevertheless, the proportion of Soviet songs continually increased
at the expense of Latvian folk music recordings, and entertainment music
gradually constituted an increasingly large share of the production.
In time specialized shops in R̄ıga and also book shops in other towns be-
gan to sell sheet music and gradually also gramophone records. The State
Central Sheet Music Library extended its services. In 1948 the company
Muzprokat, responsible for musical instrument hiring, repairs and manufac-
ture, was expanded to form a manufacturing complex. In 1953 it began the
serial production of the Cabinet Grand piano Rı̄ga, while work on plans to
manufacture the Grand piano Latvija began in 1952. This complex grad-
ually developed into the Musical Instrument Factory of R̄ıga (formed in
1959), which produced a wide range of instruments.
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CENSORSHIP. REPRESSIONS. Political censorship of every form
of communication became particularly severe after the 1948 decrees against
formalism in music. The Arts Board only permitted the performance or
staging of works that had been included in authorized lists – consequently
it was no longer a case of certain works being forbidden, but that only
those permitted could be performed. The destruction of pre-war newspa-
pers and periodicals continued. As mentioned earlier, as a result of cen-
sorship in Latvia, by 1952 around 12 million books had been confiscated
from libraries and shops and had been destroyed, as well as around 750 000
periodicals, newspapers and copies of other publications. The purge was
initiated by the USSR Chief Administration for Literary and Publishing
Affairs in Moscow (often referred to as Glavlit) within the Department
of Agitation and Propaganda under the Communist Party’s Central Com-
mittee. Withholding information was a special form of censorship. On
occasions when one of the two Latvian central newspapers that were avail-
able outside the Soviet Union printed material criticizing some negative
aspect of everyday life, acting on instructions given by an official autho-
rized by the USSR Council of Ministers, these articles were replaced with
other, uncritical material in the copies to be sent overseas. The suppres-
sion of information also extended to the concealment of historical material
and in Latvia this was even more pronounced than in the central libraries
and museums of the USSR. The ultimate aim of all these censorship ac-
tivities was the development of self-censorship, including its application to
creative work and the performing arts. As a result, there were occasions
when composers themselves destroyed the work they had created.
The simplest form of repression was dismissal from work for political
or ideological reasons. Music education institutions were particularly af-
fected: 130 music teachers in Latvia were dismissed from work in 1950/51
merely on the pretext, that the person “does not leave the impression of
being a politically trustworthy individual”. Officially this was designated
as “cleansing”. There were mass dismissals from the Latvian State Uni-
versity in the 1949/50 academic year: 20.5% of the teaching staff, 17%
of the students and also a large percentage of other people belonging to
the University were discharged. 26 research workers were dismissed from
the Academy of Sciences in the same period. The main targets in these
“cleansing” operations were people orientated towards Western science and
culture, as well as those who were independent in their thinking and did
not submit to dogmatism.
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COLLABORATION. RESISTANCE. Latvian historians point out
that collaboration and resistance were not always mutually exclusive or
completely contradictory actions. In their political strategy people were
often guided not by opportunism or ideological sympathies for the socio-
political model but rather by pragmatic considerations and patriotism, act-
ing in the way they felt was appropriate in the specific situation.
There were, however, some individuals, though not many, within the Lat-
vian society and among its musicians too, who did have ideological sympa-
thies towards the Soviet regime – the social and national justice promised
by Marxism did attract a few. The collaboration that stemmed from this,
according to the views of authoritative historians, could only be said to
be collaborationism when those concerned were opposed to their own state
and its national status. In Latvian music this occurred when remarks ap-
pearing in critiques or reports were derogative to Latvia’s statehood and
idealized Latvia as part of the USSR. The political strategy of the majority
of musicians was, however, simpler or indeterminate and was confined to
demonstrating the required loyalty as inconspicuously as possible. Even
though loyalty always meant collaboration, in these cases it would be more
appropriate to designate it as “submission” or “conformism”. The Soviet
way of life often lead to the development of two persons seemingly existing
in one individual – one of these lived a life that conformed to what was
required in the society, while the other retained different personal values
not expressed in society.
Resistance to the regime was considerably influenced by the ideological
dogmatism and rigidity characteristic of the Latvian Communist Party’s
top officials, which seemed to instil in people the idea of Stalinism as a sit-
uation, to which there is no alternative. This atmosphere of inevitability
stifled the will to resist the system, any resistance was relatively weak and
open opposition was quite a rare phenomenon among those prominent in
the arts. During this period there was one striking exception among Lat-
vian musicians – composer Jēkabs Graubin, š. Even after his arrest, as the
interrogation records testify, he confronted the Soviet secret police inter-
rogators with his critical views on the establishment in Latvia of imported
Soviet socialism.
In mentioning the specific reasons for the absence of strong resistance, we
must also take into account the most elementary and yet often the main one
– fear. There were certainly many reasons for this fear in the conditions of
internal terrorism that existed within the Soviet Union. As USSR laws were
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in force in Latvia, each person who had previously written or popularized
a Latvian patriotic song could be accused of anti-Soviet propaganda. It
is easy to understand that this situation encouraged the idea of seeking
rehabilitation, by writing or performing some song that was flattering to
the new regime.
The ruling regime fought against everything that could remind people
of a national alternative to the Soviet state, not only regarding the fu-
ture but also in connection with the past. Sanctions were imposed against
philatelists because the old stamps bore witness to history. Collectors of
gramophone records were also under threat. The singing of songs tradi-
tionally popular in the community was considered by the regime as a sign
of disloyalty. The regime’s dislike of these songs, in which there was noth-
ing political, even caused these songs to become an embodiment of passive
resistance.
The musical life of Latvia was not completely devoid of any reaction to
Sovietization. The Communist Party’s officials in R̄ıga considered it nec-
essary to report to Moscow about anti-Soviet activities in music schools:
that anti-Soviet leaflets were being distributed, that students sometimes at-
tached the national symbols of the annexed Latvian state to their clothes
and secretly sang the former national anthem. In this regard music schools
were not an exception – such reactions were present in others schools too
and, of course, in all these cases it was the teachers who were considered
guilty. From 1947 to 1949, on the pretext of improving the teaching pro-
fession, 822 teachers suffered politically motivated dismissals from work.
After the death of Stalin the secretary of the Latvian Communist Party’s
Central Committee reported to Moscow on the existence of high school
underground groups in Latvian towns, adding that part of the popula-
tion supported the nationalistic underground. Historian Ilga Apine points
out that the central, most important issue of the opposition movement in
Latvia was the national question and that this issue united all Latvians
in opposition. The resistance shown by young people was, of course, non-
violent and similar thoughts and feelings of disloyalty to the regime were
typical of the overwhelming majority of Latvians. There was, however,
violent and armed resistance by partisans in Latvia’s forests and this con-
tinued until 1953.
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AFTERWORD. In conclusion, we can ask: what did music in Latvia,
shattered by two occupations, the war, reoccupation and the mass exodus
of its people, gain and what did it lose during the post-war decade.
This period led to a beneficial change in Latvia’s music education sys-
tem, which adopted the three-step education model practiced in the Soviet
Union, though very little was done to adapt it to the specific circumstances
existing in Latvia. A side effect was, however, that this united education
system resulted in a loss of methodological diversity.
Music education determined how successful music performers would
be. The generation of musicians that raised the standard of performance
in the following years received their highest education during this post-war
decade. However, as the Russian school in its Soviet variant predominated
in this sphere, emphasis was given to the performer’s task of propaganda
and addressing the masses, with a loss of attention to the inner world of
the individual.
The development of choirs, even though organizationally rather cen-
tralized and subject to restrictions, nevertheless promoted the gradual
movement of the strongest choirs towards independence. They became
aware of their collective power, later turning into unregistered choral soci-
eties that had a powerful influence on society and in certain circumstances
became an element opposing the regime’s ideological power. The activities
of two professional choirs, the Radio Choir and the Philharmonic Choir,
were particularly significant: they developed distinctive qualities that over
the next decades gradually allowed Latvian choirs to become part of Eu-
rope’s choral community elite.
The renewal of the national song festivals restored in many a feeling of
the festival’s historical legacy. In the great majority of singers the contrast
between the national classics and Soviet songs in these festivals gradually
heightened the disparity they felt between genuine emotions and formal, in-
sincere displays. Later the disparity between the two became incompatible
and reached a critical point that in the struggle for the renewal of Latvia’s
independence turned choirs into an impressive and disciplined dissident
force.
It was musical creativity that suffered the heaviest losses in the post-
war decades. Equating musical creativity with political communication
not only degraded it but the extravagant payment for songs agreeable to
the regime essentially prostituted some composers. The persecution of
musical works expressing the emotional world of the individual, i.e. lyrical
Summary: Music in Latvia during the Post-War Decade 435
works, led to a great loss, because composers were denied the possibility of
expressing the heartfelt emotional experiences of the majority of people at
that time.
A devastating loss for creative work was the impasse into which the issue
of musical innovation was driven. Acquaintance with the innovative writing
of the most outstanding USSR composers did initially activate the necessity
for Latvian music to follow the innovative ideas and forms of contemporary
music. However, the 1948 Communist Party’s campaign against formalism
forcefully closed the door to innovation and demanded retrospective styles
of music. Very few composers managed to overcome the difficulties and
delays instigated by the regime and continue their creative writing in the
way they had begun.
The effect of totalitarianism on music tends to be a comprehensive one
and does not depend on which composer submits less to the ideological
dictate and which conforms more. However, if the composition is pro-
fessionally created and enhanced by good taste, then outside influences
cannot obliterate its deepest symbolizing value; it is inherent and remains
latent in the composition, and it is not possible to determine how it may
be reinterpreted in the future. Therefore it is not possible to divide all
the music accumulated during those years into black and white categories.
This music includes a string of compositions, such as Ādolfs Skulte’s ballet
Br̄ıv̄ıbas sakta, the symphonies of Jānis Ivanovs and the children’s songs
of Arv̄ıds Žilinskis, that have not disappeared from musical life even in
the 21st century or have positively influenced the development of Latvian
music. Yet the near or distant future may also make others relevant.
Therefore the post-war decade should not be regarded as an empty period
with respect to the creation of Latvian music. This decade corresponds to
just one section of our journey, even if a particularly difficult one. The time
came when it ended and another began – with new circumstances, tasks
and challenges.
Translated by Laima Asja Bērzin, a
